Analysis of March in D major by C. P. E. Bach 
Bernd Stoetzel 
Abstract 


The document provides an in-depth analysis of C. P. E. Bach's "March in D Major," using 
various techniques to dissect its musical structure. Key methods include examining phrase 
structure and harmonic functions, identifying and tracking motives, analyzing melodic and 
harmonic intervals, and exploring voice range (ambitus). The analysis highlights the use of 
syncopation, rhythmic patterns, scale degrees, and sequences to understand thematic 
development and harmonic transitions. A special visualization technique is used to explain 
the harmonic layout of the piece. This detailed approach reveals the intricate compositional 
techniques Bach employed, characteristic of the early Classical period, and enhances the 
understanding of the piece's overall musical texture and form. 
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Profile: 


Key: D Major 
Time Signature: @ (Simple duple, with syncopated upbeat) 
Structure: two repeated parts with different length (binary form) 


Part 1: (Ms 1 - 9) [I - Mod - I] PC (For a list of abbreviations see Appendix) 
Part 2: (Ms 10 - 22) [I - Mod - I] PAC 


Part 1: three phrases 
A: (Ms 1 - 3) [I- V] HC 
Al: (Ms 4 - 6) [V - Mod - V] HC 
B: (Ms7-9)[V-I] PC 


Phrase A: 
I v1 I u [° ti 
Harmony: 


Since the piece consists of two voices throughout, no triads are present, 

therefore harmonies are heard as brocken chords only. 

Ms 1 + 2: I with APP in the bass. The last beat in both measures is ii 
with PT in the melody. 

Ms 3: I (1st inversion) and V (lst inversion) with PTs in the melody 


Harmonic Layout A 


a aipyetsl 3. . 
Mv fameson (For a description of the Harmonic Layout 
= ii BS] 3. Inversion . e . ° 

visualization see Appendix) 


The harmony in A is tonic-centric with some supertonic coloring and ends 
with a weak half cadence (HC) 


Motives: 


The melody introduces the main motive, a syncopated step down == 
of a Perfect Fourth (P4). It is repeated in the next measure, with 
a smoother upbeat using steps of seconds. saa 


The last measure consists of the lower part of the tonic scale, cee =saz 
ascending to the peak tone a2 of the phrase and then descending 


as transition to the next phrase Al. 


The bass walks steadly with quarter notes, supporting the march 
rhythm in contrary motion to the melody. It starts with the P4 step up == == 
already seen in the upbeat of the melody, then steps down in Seconds. 

This motive is repeated, followed by two Thirds (M3) down, forming ——_ 
the HC with inverted broken chords. 


Scale degrees: 


i 2 3 4 44 5 S# 6 7b 7 
Melody A 5 1 1 2 0) 11 ie) 2 te) 2 
Melody A (%) 0.21 0.04 0.04 0.08 0.00 0.46 0.00 0.08 0.00 0.08 
Bass A 6 4 6 4 0 0 0 0 0 2 
Bass A (%) 0.27 0.18 0.27 0.18 0.00 0.00 0.00 0.00 0.00 0.09 
Total A 11 5 7 6 11 0 2 ie) 4 
Total A (%) 0.24 0.11 0.15 0.13 0.00 0.24 0.00 0.04 0.00 0.09 


The melody uses the complete scale, while the bass sapeiesc imag 


omits fifths and sixths. The melody shows a clear - 
tonic focus, evidenced by the prevalence of Ist and - 
Sth degree and the absence of chromatic degrees. i | | ail 


Intervals: 


The melodic (horizontal) intervals in melody and =n 


™ Melody A (%) 


Total A (%) 


Melody A 


Bass A 


bass are similar, with the up and down steps | men ona 
reversed due to the contrary motion of the two 
voices. The biggest jump is P4, resulting in a 


bass. 


Ambitus (voice range): 


The ambitus increases from slightly over one Ambitus A 
octave to slightly over two octaves, showcasing 
the contrary motion of the voices once more. It 
also produces considerable tension between the 


VOICES. 


The overall ambitus of about two octaves gives 


rather smooth flow of the melody as well as the : | | | | | | “ma 


Ambitus A 


the phrase a rather full sound, despite having 


only two voices. 


Phrase Al ° Common Chord Mod to A Major 


Upbeat to B 


V id I 


Amajor IV 
Harmony: 


Upbeat: V with PT in the melody 


Ms 4: I with ‘| in melody and bass 

Ms 5: Common chord I in D major gets IV in A major 

Ms 6: Modulation to A major evidenced by the introduction of g#; 
V seventh (3rd inversion) with NT in bass 


Harmonic Layout A1 


| 1. Inversion 
f@ Vv Ea 2. Inversion 
Bit =) 3. tmersion 
Bw 


t Modulation 


Starting with a descending fifth, the key D major is 
reinforced and the tonic remains for two measures 
where the second one turns out to be a common 
chord for the modulation in the next measure. With 
the introduction of g#, the key changes to the 
dominant A major, starting with an inverted 
dominant seventh. 


Motives: 


The melody starts with a variation of the main motive from A, 
namely a step down of a Major Third (M3) instead of P4, 
preceded by an upbeat of two falling eighth notes. 

This motive is repeated, similar to its presentation in A. 

A second melodic motive is introduced at the end of the phrase: — 

two descending eighth notes followed by a Minor Sixth (m6) step ef "Pre 
up to a quarter note tied to a group of four eighth notes in 

descending Seconds (lower part of the A major scale). 

Unlike in A, where the bass progresses stepwise, here it jumps in 


octaves, incorporating a neighboring tone at the upper octave. 
This motive mimics the marching rhythm very well. 


Melody A1 9 4 6 1 (0) 3 ie) ie) ie) 1 24 
Melody A1 (%) 0.38 0.17 0.25 0.04 0.00 0.13 0.00 0.00 0.00 0.04 1 


Scale degrees: S Bete e eee os 
Scale degree Al (%) 
As in A, the melody uses the complete scale, but 
this time it is not as clearly focused on the tonic . 
due to the modulation in the last measure. - sere 
The bass, however remains very tonic-centric. ie . — 


In terva ls ba Pl mab m2 M2 Mm mM MB PAPAS PSD mob m6 PBL PB Sum 
e oO ~ i?) 4 3 2 0 rs 1 it) i) it) i?) a. oO 0 
00 0.07 0.00 0.29 0.21 0.14 0.00 0.14 0.07 0.00 0.00 0.00 0.00 0.07 0.00 0.00 
2 a 2 oO o it) oO oO 0 oO y it) oO o 3 3 


Melody A1 


The melody primarily makes smaller steps with a ip cl ce i Ans Aare es 
tendency to descend, whereas the bass consists of 
conspicous octaves and the seconds from the 


, 
h ™ Melody Al (%) 
neighboring tones. : sae 
| | Total Al (%) 
Pl mad m2? M2 M2 mb m3t M3 M3t Pad Pat Pod Pst mol m6t PRL Pat 


] ; Ambitus A1 oe 
Ambitus (voice range): , Ambitus At 


Intervals horizontal A1 


The ambitus decreases slightly, mainly because 

the melody descends, whereas the bass line moves 
more or less evenly showing the overall oblique : , 
motion of the voices. 


Phrase B: 


A A Ce 0, 
© 2) ae ae ees .. 1 ee ee 
TEE Te) 2 
a EE ET 


Harmony: 


Upbeat: V seventh (3rd inversion) with PT in the melody 


Ms 7: I (1st inversion) and IV (1st inversion) with PT in melody, ending with I (2nd inversion) 
Ms 8 + 9: I throughout 


Harmonic Layout B Continuing with the inverted dominant seventh 
from Al, the new tonic A major is reinforced 


oe ages and apart from a short subdominant interlude 


BY BB 2 iorion the tonic remains until the end. Although there 
= os is only a weak plagal cadence (PC), the phrase 


ends on the tonic very clearly by using a strong 
pedal tone (PED) throughout the last two 
measures. 


Motives: 


The melody begins with descending eighth notes followed by a 
dotted quarter note ascending first, then descending with a little 
embellishment. This is at least rhythmically similar to the second 
motive in Al. 

The bass walks again in Seconds and another P4. 


The phrase concludes with a pedale tone (PED) in the bass paired 
with an A major arpeggio in the melody; this pattern then reverses. 
The repeated A in the bass represents the marching drums. 


Scale degrees: 


Melody B 14 4 3 4. ie) 2 0 0 0 ie) 24 
Melody B (%) 0.58 0.17 0.13 0.04 0.00 0.08 0.00 0.00 0.00 0.00 1 
B 


Mainly the lower part of the scale is used in this sos808 clo 0b nn ox7 oto ty atmo oto 
phrase due to the focus on the tonic in the bass, qe a a 
which is predominant in the second half of the 
phrase. 


Scale degree B (%) 


= Melody B (%) 
@ Bass B (%) 
Total B (%) 


i 2 3 4 44 


5 5# 6 7b 7 


Intervals: 


The bass has a clear preference to pure steps: P1, P4 and P5, showing once more the 
concentration on the tonic. 

The same finding is visible in the vertical (harmonic) intervals, showing only consonant 
intervals (apart from one seventh). 


Melody 8 
Melody 8(%) 0.08 0.00 0.00 0.23 0.00 0.08 0.08 0.08 0.15 0.08 0.23 0.00 0.00 0.00 0.00 0.00 0.00 1 Intervals vertical B 
7 1 0 1 0 oO 0 0 3 0 1 0 0 0 14 


0.25 
050 
0.20 
40 =B(%) 
0.15 
= Melody 8 (%) 
= mBass B (%) 
Total 8 (9) 0.10 
0.05 | 
0.00 m2 2 m3 Ma a4 Pa na as PS m M6 m7 M7 PB 
Pl m2 mp MR Met mab md MBL M3 PAL PADS v6 mer PBL ret 


Ambitus (voice range): 


Ambitus B 
24 Ambitus B 


The ambitus stays more or less constant at 
two and a half octaves, but the overall 
direction of melody and bass is parallel . 
upwards, emphasizing the key change up to 
the dominant. 


Part 1 summary: 


Harmony: Harmonic Layout Part 1 


dip diy deeded 


| | | 1. Inversion 
Biv EE] 2. Inversion 
= ii F3] 3. Inversion 
Hw 


t Modulation 


The harmony clearly establishes the used keys, modulating from D major to A 
major. During phrase transitions, the use of inversions in chord progressions 
facilitates a smooth harmonic flow. The modulation is a standard common chord 
modulation, where the tonic is reinterpreted as the subdominant to A major. This 
modulation although rather smooth culminates in a strong tonic, though it notably 
avoids a traditional authentic cadence, maintaining a sense of anticipation. 

The chords used consistently emphasize the tonic, and the chord progressions 
adhere to established patterns. ek D ee & 


Part 1 25 2 2 5 1 35 
Part1(%) 0.71 0.06 0.06 0.14 0.03 a: 


Progressions Part 1 


Chords Part 1 


@ Part 1 (%: 


Part 1 (%) 
) 5 
ii v Vv fied j a voi woo MM 


Motives: 


Part 1 introduces a distinctive rhythmic motive in the melody: a syncopated step 
down utilized repeatedly with either a Perfect Fourth or a Major Third. This serves 
as a dynamic contrast to the steady, regular march rhythm found 1n the bass line. 
The bass features a notable imitation of a marching drum, which underscores the 
martial theme of the piece. 

Tone duration primarily consists of quarter notes in the ne 
bass and eighth notes in the melody, reinforcing the “see 
march rhythm while also offering a lively melody. : 


Ambitus (voice range): 


In Part 1, the ambitus notably expands to Aino 
over two octaves. This expansion 1s 
initially driven by the voices moving in 
contrary motion, which then shifts to 
parallel motion in the final section. The 
extensive range creates a rich, full sound 
and the parallel motion guides the ear 


towards the new key of the subsequent pe oe RPE. 


Ambitus Part 1 


Part 2. 


Part 2: four phrases 


A2: (Ms 10 - 12) [I - I,V] Mod 
C: (Ms 13 - 16) [V- ii] w/oC 
A3: (Ms 17-19) [V- V] HC 
B1: (Ms 20 - 21) [V- I] PAC 


Phrase A?2 . Common Chord Mod to D Major 


Upbeat to C 


A major | ll I | a | 
D major V 
Harmony: 


Ms 10+ 11: [ and ii with PT in melody and APP in bass 


Ms 12: Common chord modulation back to D major evidenced by taking back the 


sharp on g: | in A major becomes V in D major with PTs in melody and bass 


Harmonic Layout A2 


m The harmony in A2 is identical to A in 
Biv . . . 
Hv the first two measures, 1.e., tonic-centric 
a with some supertonic coloring but ends 


tonic D major. 


Motives: 


The first two measures repeat the motive from A, a 
syncopated step down of a Perfect Fourth (P4) and the bass 
has the same steps as in A; therefore, the first two measures 
are identical to A, only a fifth higher. 

The last measure, as in A, goes up to the peak tone a2 in 


waves and ascends again in the melody into the upbeat to C. 


The bass ascends in quarters in counter movement to the 
melody. 


Scale degrees: 


As in A, the melody uses the complete sccsaz st 
scale, while the bass omits fifths. The =". = = 
melody shows a clear tonic focus, Total 2 i oA 
evidenced by the prevalence of Ist and 

5th degree. 


It has a diminished seventh facilitating 
the modulation back to the original key 


D maj Or. 0.15 ' | 


with a modulation back to the original 


6 5 
0.12 0.10 0.00 0.20 


Scale degree A2 (%) 


™ Melody A2 (%) 
m Bass A2 (%) 
Total A2 (%) 


Intervals: os a OG. Ge eae 
As expected, the melodic 
(horizontal) intervals in melody and 
bass are again similar, with the up : 
and down steps reversed due to the 2 
contrary motion of the two voices. . | | 


Ambitus (voice range): 


Ambitus A2 Ambitus A2 


The ambitus 1s constant at about two 

and a half octaves, which differs from 2 
A. The reason is that the melody already 
starts rather high, and therefore the peak 

tone 1s reached three times in a wave- e , : - 
like fashion, keeping the average pitch 

constant. The same is true for the bass. 24 


Instead of increasing the tension between the two voices as in A, this time there is a 
smooth flow. Even the modulation does not disturb that, since it only switches 
harmonic functions without a cadence. 


Upbeat to A3 


Phrase C: 


Harmony: 


Upbeat: V seventh 

Ms 13: I with PT in melody and bass and | in melody. The last beat with the natural 
c2 in the melody could also be interpreted as secondary dominant to the following IV 
Ms 14: IV seventh with PTs and \! in melody; LT to following V in bass. Again, the 
last beat with its usage of the chromatic PT and |-T could also be interpreted as 
secondary dominant to the following V 

Ms 15: V seventh with PTs and | in melody; |! to following IV in bass. Although 
there is a leading tone, the last beat does not really constitute a secondary dominant 
in this case 

Ms 16: IV (1st inversion) and ii with PTs in the melody as transition to A3 


Harmonic Layout C oe The harmony in C starts with a V-I cadence, 

= \ supporting the modulation in the previous 

wi phrase back to the original key of D major. 

inversion (going forward, the key is not so clearly present 
anymore, but chords change between IV and V. 
The reason is the sequential character of this 
phrase, where the focus is more on melodic than 


harmonic development. 


Motives: 


In the melody, the first measure starts with the syncopated 
jump down (M3) already known from Phrase A1. 

The bass has the Octave motive from Al, but reversed, 1.e., P8 
down instead of up. 

The following two measures consist of a sequence, the 


segment motive starting with three eighth steps up of Seconds, === 
a Second step down, a Third step up and four Seconds up. 
Therefore, it is kind of a broken scale. The sequence step is 
M2. The first part of the segment is real, the second one tonal. -— 
The end of measure 16 starts again with the sequence 

segment, but the last measure leaves the sequence, having a 

broken, inverted G-major (IV) chord followed by a scale =e 
down instead. 


The bass part of the sequence provides harmonic support 


enhanced by respective leading tones. In the last measure it 
has a broken e-minor (11) chord. ——_— 


7 2 3 4 aH 5 SH é 7b 7 sum 
Melody C 7 4 5 5 0 3 ty) 4 a 3 32 
Sca le degrees - Melody C (%) 0.22 0.13 0.16 0.16 0.00 0.09 0.00 0.13 0.03 0.09 1 
Bass C 5 3 2 4 2 4 2 2 0 0 24 
Bass C (%) 0.21 0.13 0.08 0.17 0.08 0.17 0.08 0.08 0.00 0.00 1 
Total C 12 7 7 9 2 7 2 6 1 3 56 
Total C (%) 0.21 0.13 0.13 0.16 0.04 0.13 0.04 0.11 0.02 0.05 1 


As expected from the scale character of the 
sequence, the melody uses the complete o 

scale. The bass uses considerably more : 

degrees than in previous phrases. It still = ent 
shows a tonic focus with a prevalence of ve 
tonic, subdominant and dominant, but not : 

as Clearly as before. 12 3 tw OS ’ 


Scale degree C (%) 


° ° 
o ° 
fo) a 
ay 
= 
» 


Intervals: 
The melodic intervals in melody and 7 
bass differ in this phrase: whereas the | 
melody has many small steps (apart 


from the two m6 separating the . = 
sequence segments), the bass is more a | | 7 
id. 


evenly spread. 


Ambitus (voice range): 


The ambitus is more or less constant at ambitus Ambitus ¢ 
about a third under two octaves. Melody 
and bass run rather in parallel overall, 
although the melody has a lot of up and 
down motion within the sequence, as 
can also be seen in the melodic 
intervals. 


0.59 0.41 0.00 1 


7 4 0 11 


This, together with the unstable er 


0.65 0.35 0.00 1 


harmony produces a nice effect of a [ “iianelsherientene 
floating but exciting sound. ve | 


™ Melody C (%) 
Bass C (%) 
Total C (%) 


v 


Phrase A3: 


Upbeat to BI 


r--- 


Harmony: 


Upbeat: 11 seventh (1st inversion) with PT in melody 
Ms 17: V with PTs in bass. The last beat goes a fifth down to | (1st inversion). 


Ms 18: IV with PT and | in melody. Again, the last beat has a jump down, but only 
a third this time to ii (1st inversion). 


Ms 19: V with PTs in melody. 


Harmonic Layout A3 The harmony in A3 starts with with a standard 
cadence II - V - I, followed by a preparation of the 
final cadence in the next phrase. This constitutes this 
phrase as a transitional one. 


| 

iv 

wv 

™ ii 

1. Inversion 


Motives: 
In the melody, the first measure starts with the syncopated ————=— 
jump down (M3) already known from Phrase Al. The bass 
starts with the by now well known Octave jumps, but in =o 
eighths, followed by a partial scale down. 


In the next measure, the melody takes over this little scale, but 
then has a broken e-minor chord (11), whereas the bass pauses 
and only provides minimal harmonic support. 


The last measure is basically a transition to the next phrase Feaase== 
with an upward scale. 
Scale degrees: warns et ala ate aly ole oto at ah oh 
Bass A3 (%) 0.06 0.06 0.13 0.44 0.00 0.31 0.00 0.00 0.00 0.00 u 
In this phrase, the melody mainly uses the Tclaas 0.10 0.10 0.08 0.23 0.00 0.30 0.00 0.10 0.00 0.10 1 
subdominant and dominant, supporting the scan atl 


preparational character of the harmony. 
The bass shows the usage of inverted < ere 
chords, but also the prevalence of 7 ria 


dominants. “ih J 


Intervals: 


The melodic intervals shows the oe See 
usage of scales with small steps, but 
on the other hand, the Octave jumps 


I Ish 
0.30 
0.25 
0.20 
. m Melody A3 (%) 
In t we) ass ia nee 
e Total A3 (%) 
0.10 
; | | [ | | | | 
0.00 
PL may mh MUL Mat may mp? M3 Man Dad pat PS Pst mb mor Pay Pa 


Ambitus (voice range): 
Ambitus A3 


The ambitus decreases a bit from about : Ambitus A3 
a third under two octaves to one third : 
over one octave, although the melody 
and bass run rather in parallel overall, 
with the big jumps and gaps in the bass. 
Again, this emphasizes the transitional 
character of the phrase. 


Phrase BI: 


Harmony: 


Upbeat: IV seventh in melody 

Ms 20: I (1st inversion) with ANT in bass, then IV seventh with PT in melody 
followed by V with PT in melody. 

Ms 21 + 22: I with diatonic tones only. 


Harmonic Layout B1 ; ; ; 
The harmony in B1 starts with a subdominant 


O : pendulum IV - I - IV, followed by the final perfect 
= . authentic cadence. 
wi This phrase clearly completes the piece in the 


1. Inversion 


expected way. 


Motives: 


In the upbeat, the melody continues the upward scale from the 
previous phrase and then jumps down a Fifth and up a Third. 
A partial falling scale follows to the tonic in the next measure. 
The bass basically provides harmonic support. 

In the next measure the melody raises up to the final peak tone 
with broken tonic chords, whereas the bass once again has an 
Octave jump down, mimics a marching drum, and finishes 
with a broken tonic. 


The last two measures are an exact repetition of B, but a Fifth 
down in the bass and a Fourth up in the melody, 1.e., in the 
tonic instead of the dominant. 


Melody B1 13 1 4 1 0 4 ie) 0 0 1 24 
Melody B1 (%) 0.54 0.04 0.17 0.04 0.00 0.17 0.00 0.00 0.00 0.04 1 


Scale degrees: carr a oe a ee 


Total B1 (%) 0.52 0,02 0.13 0.10 0.00 0.17 0,00 0.04 0.00 0.02 1 


Scale degree B1 (%) 


In this phrase, the melody as well as the 

bass scale degrees show the final cadence . 

with the clear focus on the tonic, oe oo 

subdominant and dominant. ” Lb oy _— 
B a 


Intervals: 
The melodic intervals in the bass we SET REE ETL EL LSE TEs 
clearly highlight the drum effect with Se ee ee 
the prevalence of P1. In the melody, - mevalsoro 
we see mainly upward steps showing : 
the raising character of the final 
phrase. 


0.20 
ois 
0.10 
. | | I | l | [ | 
0.00 
PL ma mt M24 M2 mad mat May Mat Pad pat Po Pst mb mot PEL Pat 


Ambitus (voice range): 


The ambitus increases considerably Ambitus 81 

from about one octave to almost three, . = 
due to the contrary motion of bass and 
melody. Befitting the end of the piece, 
this produces a very full sound, 
although there are only two voices. 


Part 2 summary: 


Harmony: i tere, 


jal Vv & 2. Inversion 
Bw 3. Inversion 


i 9 Modulation 


Harmonic Layout Part 2 


Part 2 continues with A major, established in part 1 using a | - ii pendulum. The 
modulation back to the original D major is a common chord modulation, where 
the tonic is reinterpreted as the dominant in D major. This modulation, although 
rather smooth, is enforced by a clear V - | cadence. The middle phrases are 
harmonically less clear with many inverted chords switching between 
subdominant and dominant, mainly resulting from the use of a sequence in the 
melody. This part ends with a strong cadence and finishes the complete piece. 


Motives: 


Part 2 reuses the motives introduced in part 1, especially at the end, which is an 
exact repetition of part | in the original key. The introduction of the sequence 
provides a new flavor, though, which makes this part more interesting in melody 
and harmony as well. 


Ambitus (voice range): 


In Part 2, the ambitus is about one and a : —— 
half octave for a long time, but towards 
the end it increases rapidly to almost 
three octaves. This expansion is driven 
by the voices moving in a rather extreme 
contrary motion. The parallel motion 
together with the unclear harmony in the 
sequence phrase creates a floating sound, 
culminating in a convincing final. 


Overall summary: 


The march has a binary form with two repeated parts. As usual for early classic period 
pieces, the first part modulates to the dominant, the second part continues in that key and 
modulates back to the original tonic, but with a harmonically unclear section before the 
final cadence. 


| IY 1. Inversion 
Biv FS] 2. Inversion 
Hi wv [$4 3. Inversion 


ii 
C t Modulation 
- Modulation 


Harmonic Layout 


The main motives used are: 

Syncopated jump down, originally P4, but in later phrases modified to M3 or even P5; 
(Partial) scale up and down; 

P8 jumps up and down in the bass; 

Repeated eighths on the tonic in the bass, mimicking a marching drum. 

Although the bass with its (mostly) straight quarter notes and, of course, the drum effect 
fits perfectly to a march, the syncopated jumps as well as the fast running sequence 
counteract this, giving the piece a very nice edge. 


Appendix 


Abbreviations: 


APP: Appoggiatura 
LT: Leading Tone 

NT: Neighboring Tone 
PT: Passing Tone 


HC: Half Cadence 

Mod: Modulation 

PC: Plagal Cadence 

PAC: Perfect Authentic Cadence 


Ms: Measure 


Harmonic layout: 


Harmonic layout is a visualization technique to provide insights into the harmony 
and chord progressions used in musical pieces. Each chord 1s depicted by a 
colored box. Both, geometry (size and location) as well as color are encoding 
relevant aspects of a chord. The width of the box represents the time duration of 
the harmony and its height shows whether the chord is a triad or a seventh. The 
vertical location of the box corresponds to the scale degree of the chord’s root. 
The color represents the chord number, e.g. green belongs to I. The mode of the 
harmony is depicted through a gradient: major chords have constant color, 
whereas minor ones show a gradient from dark to light. 

Inversions are shown by patterns like hatching. 


This visualization makes standard progressions very obvious. For example a 
authentic cadence (V - I) looks like this: 

The red box represents a dominant seventh chord( red) falling down a fifth to a 
tonic triad (green). 


Modulations are depicted by an arrow with a color gradient. For example a 
common chord modulation from tonic to dominant is visualized like this: 


In this example the common chord is tonic (green)/subdominant (blue), followed 
by an inverted dominant seventh of the new harmony. 


Functional analysis (Riemann): 


For an overview about Riemannian functional theory see: 


The main ea is to anal ee chords according to fen function in the context of a 
progression. 

The main functions are Tonic T, Subdominant S and Dominant D. Capital letters are used 
for major chords, lower case letters for minor chords. All other chords are derived from 
these three functions. Submediant chords are called Parallels. For example the relative 
minor to a major Tonic T is called Tonicparallel Tp, where the lower case p denotes the 
minor mode of that chord (vi). The parallel major to a minor Tonic t is denoted as tP 
accordingly, the capital P showing the major mode (III). 

Chord positions are denoted by numbers underneath the letter defining which note of the 
chord is in the lowest position. 


Phrase A: 


Upbeat to Al 


T Sp T sp 7 D 


This phrase consists of a Tonic-Subdominantparallel pendulum and a half cadence 
with chords in first inversion. The 3 underneath means that the third degree of the 
chord is in lowest position, corresponding to Ist inversion. 


Phrase Al: 


Common Chord Mod to A Major Upbeat to B 


Amajor § 


a 


This phrase starts with a authentic cadence and then modulates to the dominant key 
using a common chord reinterpreting the Tonic D major as Subdominant to A major. 
The 7 underneath D indicates 3rd inversion. 


Phrase B: 


D TS D* T ‘i 


This phrase ends the first part with a standard cadence [-S-D-T. The 4 next to D 
denotes a fourth over the root of E major interpreted as anticipation of the tonic root in 
the next measure. 


Phrase A?2: Common Chord Mod to oe __- Upbeat to C 


Amajor T Sp T Sp T 
D major D 


This phrase starts identical to phrase A and then modulates back to the original key 
using a common chord reinterpreting the Tonic A major as Dominant to D major. 
Only root positions are used. 


Phrase C: Upbeat As 


=a a 
|, | en ae Mmtsitwe 
a ee ee ee 
cS SS 
—— 


D’ 


Due to the sequence in the melody this phrase has no clear harmonic progression but 
switches between Dominant and Subdominant and seems to be unable to make up its 
mind where to go. 

The 7 denotes seventh chords. 


Phrase A3: UpbeatiaB! 


This phrase starts with the Subdominant parallel seventh in Ist inversion (third degree 
is the lowest chord tone), reinforces the key with a (imperfect) authentic cadence and 
then prepares the cadence in the last phrase. The inverted chord on the supertonic is in 
this case not interpreted as inverted Subdominant Parallel, but as Subdominant with the 
fifth replaced by the sixth, preparing the fifth of the following Dominant. 


Phrase BI: 


The last phrase ends the complete piece with a perfect authentic cadence S-D-T 


